This essay focuses on a group of Canadian writers who pose their questions about cultural difference and national belonging while writing about their own lives and their own personal experiences of displacements.
claim for legitimacy. Each text thus engages sociological and postmodern theories of the subject by drawing out the tension between historical determinacy and postmodern flux. The tension generated by the impulse to write one's self into place, while at the same time recognizing that the complex nodes of belonging-and not belonging-are inextricably linked to ethnic, national, cultural, and gendered subjectivity, gets played out in the formal innovations in each of these biotexts.
Canadian writer and critic George Bowering coined the term "biotext" as a way of privileging literary form as the very place where the writer of a specific poem or fiction finds him or her self. While "Autobiography replaces the writer," Bowering claims that "Biotext is an extension of him"-a distinction that emphasizes the ongoing sense of discovery linked to the idea of the subject as performative and in process (24). "Biotext" captures the tension at work between the thematic content and the linguistic and formal aspects of the texts, between the fragments of a life being lived, the "bio" (with its emphasis on the self, the family, origins, and genealogy), and the "text," the site where these various aspects are in the process of being articulated in writing. Rather than admitting a gap between self and text, "biotext" foregrounds the writer's efforts to articulate him or her self through the writing process. The text itself comes to life.
2
This focus on process and performance is linked to the ways these biotexts disrupt settled generic categories. All four works are forms of life writing, mixing travel writing, autobiography, biography, journal entries, letters, social history, and self-portraiture. In Running in the Family, Michael Ondaatje returns to Sri Lanka, his place of birth, in part to reinvent his father and to reconstruct their relationship. In Ghost Works, a collection of three autobiographical travel narratives first published separately as Zócalo, "Month of Hungry Ghosts," and How Hug a Stone, Daphne Marlatt travels to Mexico, returns to her birthplace of Penang, and visits England, the birthplace of her mother. In Mothertalk, the life stories of Mary Kiyooka, a firstgeneration Japanese-Canadian woman, are told to, interpreted, and organized by her son Roy Kiyooka, then reorganized and edited after his death by Daphne Marlatt. And in Diamond Grill, Fred Wah sets fragments of his childhood on the Canadian prairies within narratives of family history and the legacy of Canadian immigration policies.
Rather than presenting finished versions of a life, these texts focus on the process of writing a life-the ruptures, gaps, and workings of memory; the fictionalizing that reconstruction requires; the communal nature of the task, demonstrated by interruptions from family members, competing versions of the same story, and endless layers of interpretation; and finally, what Wah calls the necessity of "faking it." Or as Shirley Neuman describes the process, the Canadian life-writing which is most sophisticated and thoughtful about problems of inscribing the self in literature, and most innovative in its presentation of auto/biographical content, is not auto/biographical in any strict formal or generic sense at all. Instead it crosses and recrosses the borders between auto/biography and fiction in order to question static and holistic conceptions of the writing subject. (333) The writers of biotexts conduct these crossings in different ways. Wah argues for a non-aligned poetics of ethnicity: "this principle of synchronous foreignicity . . . of embracing antithesis, polarity, confusion . . . is a necessary implement in art that looks for new organizing principles, new narratives" ("A Poetics" 104). Marlatt articulates her sense of difference or disjunction by "using montage, using juxtaposition, knitting disparate and specific images from both places. Seeing the world as multidimensional as possible and ourselves present within it" ("Entering In" 223). The narrative fragmentation in Ondaatje's work reflects his interest in the plurality of stories and his rejection of metanarrative. In each of these cases, the authors make themselves present throughout their texts-ordering, filtering, and actively negotiating the multiple threads of their lives. The writer thus becomes the reader, as knowledge is rethought as experience throughout the text.
3 Rather than depicting a subject's steady progress from youth to maturity, these texts are broken, disrupted. Different narrative threads cross, bend, and entangle one another. There is no linear movement; the past interrupts the present and vice versa. This complex and contradictory process therefore pulls us away from the overarching shape of a life.
My own thinking about the biotext as a potentially new and provocative generic "event" has been shaped by revisiting the challenge to genre already posed by the Canadian long poem. 4 As Roy Miki argues, in the 1960s and 1970s a "far-reaching transformation" took place in Canadian writing through the appearance of texts that were loosely called long poems. Although the narrative long poem had an extended history in Canada, it emerged as a new and provocative object of theoretical debate with the publication of the proceedings of the Long-liners' Conference on the Canadian Long Poem, held at York University in 1984. 5 This conference sought to recapture the spirit and purpose behind an innovative and challenging form that resisted traditional poetic categories and raised questions about the role of narrative, authorial voice, and locality in Canadian poetry. This long poem incorporated elements of the epic, the lyric, and the documentary while challenging the very assumptions invested in these genres. As Roy Miki explains, the very vagueness of the title "long poem" reflected "the apparent resistance to generic classification and a willingness, even a delight, to work polyphonically with multiple genres and subject positions in the writing process" (Broken Entries 38). If the epic poet strove to capture the united spirit of a culture, 6 the long poet of the 1970s acknowledged the diversity of cultural voices that challenged a united national voice. In the Canadian long poem, letters, journal entries, and documentary sources combine with more traditional narrative fragments to capture the polyphony of a given time and place. The long poem also put a new emphasis on the writing process. Finally, it allowed poets to incorporate life writing into their poetic texts, thus placing the lyric "I" within a shifting and changing cultural milieu. Or as Roy Miki puts it, in the long poem the autobiographical "I" meets the fictive "I" to become a textualized "I" (Broken Entries 39).
The long poem thus opened up a number of literary avenues for writers, including the opportunity to examine both the "bio" and the "geo" (as place and space) as attention shifted from a national consciousness to the specifics of the local. Many of the long poets were writing from either British Columbia or the prairies, and because they refused to define themselves in relationship to that more mainstream literature being produced largely in Ontario, they resisted the category "Canadian," focusing instead on the particularities of a given time and space, and their relationship to it. 7 The long poem also allowed for a shift to the anecdotal. Small stories grounded in the local replaced larger, more universalizing tendencies in narrative. And yet, lurking within the anecdote was often an attention to language that was disruptive and disturbing, causing poetry and narrative to confront each other in these texts.
Ondaatje, Marlatt, Kiyooka, and Wah all experimented with the contestatory long poem of the 1970s, and over the next three decades each of them would compose biotexts that revisited concerns they had first explored in their long poems. The key tensions of the long poem-between the local and the national, the individual and the community, and an attention to language and a concern for overarching narrative patterns-reappear in the biotexts Running in the Family, Ghost Works, Mothertalk, and Diamond Grill. If the long poem grew out of a particular historical climate, in which many Canadian writers were attempting to "write back" to a "centralist" poetics, the biotext occurs as a similar type of language "event." As identity politics have come to the fore during the last three decades, more and more critical attention has focused on constructions of race and ethnicity in relation to a Canadian national imaginary. "We started talking about J.C. [Japanese Canadian] history in B.C. and that's when Joy Kogawa's book Obasan came out in the late '70s," Fred Wah recalls, "All of a sudden there was a kind of opening for questions of historical identity, like 'where did you come from'" (Rudy) . 8 Historical and cultural specificity are thus crucial to an understanding of the Wah, Ondaatje, Marlatt, and Kiyooka biotexts, and so are notions of place, home, and belonging. Because their focus is on a complex history of multiple displacements, however, the concept of "home" is also problematized. If the subject is "in place" or grounded in a particular locale in the long poem, in biotexts like Running in the Family, Ghost Works, Mothertalk, and Diamond Grill, the subject is definitely "out of place."
By representing their shifting allegiances to more than one place, their movements between them, and at least in the cases of Wah and Kiyooka, the lasting negative effects of Canadian state policy on their lives, these writers question notions of national belonging by disrupting the narrative that incorporates the displaced subject into a national and cultural uniformity. Their biotexts foreground the rupture between place and identity that results from a subject who "roams." 9 Working with a poetics of process, Wah, Marlatt, Ondaatje, and Kiyooka explore the possibility of the subject in motion, and yet each of them focuses on the specific historical details of his or her past. Just as Kiyooka needs to articulate the way he and his family were constructed by the Canadian state during World War II, Wah must describe the impact of Canadian immigration laws on Chinese-Canadians, and the continuing pressure to conform to a system predicated upon racist stereotypes. All four writers negotiate this tension in their texts. All explore language, and the arbitrariness of the word, while carefully mapping out the details of a very specific terrain, and paying attention to the particular histories attached to it.
For Michael Ondaatje, the terrain is both spatial and temporal. It includes the lush, dense landscape of Colombo, and the surrounding countryside of his parents' generation's Ceylon. In Running in the Family, Ondaatje begins to tease out the various layers of his own displaced self, and in the process sets out a number of the challenges that the other three biotexts will take up. How, for example, does the writer of a biotext articulate the national and ethnic identifications of the subject-in-motion? Ondaatje journeys from Canada back to Sri Lanka to discover his roots, but what he finds instead are the layers of stories that make up his past. He realizes that the past cannot be delivered pure and unprocessed. The act of traveling back to his birthplace, and perhaps more importantly, to his parents' memoryscape, is an attempt to position himself in relation to a past that he has little access to except through memories-his own, which are vague and untrustworthy, and his relatives', which are exaggerated and often conflicting. "In my mid-thirties," explains Ondaatje, "I realised I had slipped past a childhood I had ignored and not understood" (16). In fact, the book gives little information about Ondaatje's childhood, adolescence, or adulthood. It is more of a relational account, more of a story of the impact of a particular place and a particular time as captured in the present moment of his travels. The story of Ondaatje's own journey thus takes shape through accounts of his family, descriptions of Ceylon, lunch time conversations, and fragments from journal entries.
The result is a rendering of origins that acknowledges its own textual nature. Not innocent about how the past is processed, in his account of his journey, Ondaatje highlights the politics of representation throughout. Elements of his long poems, including a fragmented narrative voice, a displaced subject, and a mistrust of language, shape the writing about his own family history. He self-consciously positions himself as both the subject and the object of research throughout the text, a positioning that emphasizes the constructedness of the autobiographical subject. His shifts from writer to listener to recorder introduce unsettling splits in the narrating subject. He continually undermines the authority of his sources, suggesting that "No story is ever told just once. Whether a memory or funny hideous scandal, we will return to it an hour later and retell the story with additions and this time a few judgements thrown in. In this way history is organized" (19). Ondaatje also confounds chronological expectations, as past interrupts the present and vice versa throughout. And by employing a range of destabilizing techniques, including multivoicedness, intertextuality, and the foregrounding of history as narrative, he also undermines a referential narrative.
The text nevertheless captures Ondaatje's process of writing himself into being. He tells stories, and he merges these stories with his family's. His writing constantly strives to capture a sense of belonging-a sense that even though the there and then is filtered through the here and now, the layers of the past are palpably present. In the section "Tropical Gossip," he asks, "Where is the intimate and truthful in all this? Teenager and Uncle. Husband and lover. A lost father in his solace. And why do I want to know of this privacy? After the cups of teas, coffee, and public conversations . . . I want to sit down with someone and ask with utter directness, want to talk to all the lost history like that deserving lover" (43). Although he has moments of distress-for example, when he recognizes that he is both self and other as he travels through Sri Lanka-a belief in the recuperative power of storytelling ultimately tempers his anxiety. The book ends with an image of the body as a receptacle of the past, as a palimpsest of various family members, as a locus for those connections that have been so tenuous through the text:
There is nothing in this view that could not be a hundred years old, that might not have been here when I left Ceylon at the age of eleven. My mother looks out her Colombo window thinking of divorce, my father wakes after three days of alcohol, his body hardly able to move from the stiffness in muscles he cannot remember exerting. It is a morning scenery well known to my sister and her children. . . . I stood like this in the long mornings of my childhood. . . . All this was here before I dreamed of getting married, having children, wanting to write. Here Ondaatje's view seems to collapse the distances of time and place, and achieve a moment of connection. Although they remain tenuous, tradition, story, and genealogy can offer some sense of continuity, heredity, and belonging.
This tension between belonging and not belonging is actively taken up and developed by Marlatt, Kiyooka, and Wah. If Running in the Family demonstrates Ondaatje's success, however fragile, in writing himself into the landscape of the past, Ghost Works documents Marlatt's struggle to overcome the gaps and silences that get in the way of her attempts to recover a past in the present. In the three separate narratives that make up this biotext, Marlatt travels to Mexico, Malaysia, and England. On each of her journeys, her growing awareness of her cultural identity is complemented by the discovery of her gendered identity and a recognition of her multiple selves. "Heterogeneous, this place here," she acknowledges in her preface, "So overlaid with other places; self sieved through with other selves." Marlatt dramatizes this multiplicity by playing with the narrative "I." In Zócalo she calls the narrator "she" and her companion "yo" (Spanish for "I"). In "Month of Hungry Ghosts" she switches between an "I" and an "i." The representation of an autobiographical "I" therefore is not only filtered through Marlatt's negotiation of different geographical places and the question of cultural belonging, but also through her growing preoccupation with her own gendered self. Marlatt's new awareness of her female body and its shifting relationship to language and place makes her realize the profundity of her own difference.
Like Ondaatje, Marlatt uses the trope of traveling "home" as the impulse for her self-representational poetics in Ghost Works. But the more Marlatt travels, the more she recognizes the disjunction between language and meaning, and the more she wants to own her own language, so she can write from a subject position that is not the object of someone else's desire. "Month of Hungry Ghosts," for instance, documents her return to her childhood home in Malaysia, and her confrontation with linguistic alienation: "you caught in a language that sounded strange, stranger yourself, deprived of words that spoke what you knew" (94). This preoccupation with language gets played out in the journal entries and letters home that comprise the narrative. Marlatt is torn between her "current" language (Canadian-English) and the "stilted proper English" that she was made to learn as a child, and that the remnants of the ruling class in Malaysia still speak (98). This language becomes closely associated with both race and class for Marlatt during her visit. It is linked to larger roles, patterns of behavior, thought processes. And it also threatens her. In a letter to her sister in "Month of Hungry Ghosts" she writes, "It's not so much a holiday as a curious psychic re-dipping in the old font; & most of the time I'm kicking against it. Because it's so insidious, the English habits of speech & perception, English patterns of behaviour" (92). Later she writes that she has "recovered my own language & unusually today my own thought" (104).
Although the various movements in Ghost Works-the journeys that
Marlatt embarks on-all mark stages in the narrator's self-realization, there is no endpoint to the narrator's journey. Each place is undercut with traces of elsewhere; definitions of self are not stable. If Marlatt's "Canadian-ness" is challenged by the layering of other places, it is also challenged each time the narrator recognizes how cultural roles are inextricably connected with one's class-and in Marlatt's case, with one's gender. Just as cultural difference is not fixed or static, in Ghost Works sexual difference is mutable, shifting. Throughout her travels, Marlatt studies the juxtaposition of selves coinciding with cultural, class, and gender difference as responses to specific historical and cultural pressures. In Ghost Works she writes these juxtapositions into being.
Roy Kiyooka also writes a sense of estrangement into his Mothertalk manuscript. 10 Mothertalk depicts the life of Kiyooka's mother, Mary Kiyoshi Kiyooka, a first-generation Japanese-Canadian women. The first-person narrative recounts her struggle both as a woman and as an immigrant. Mary told her stories in Japanese to a translator (Matsuki Masutani), who then transcribed the interviews and translated them into English for Kiyooka, who then rewrote and reordered the transcriptions as part of his own poetic project, adding and changing material as he saw fit. After his death in 1994, Kiyooka's family asked Marlatt to edit his manuscript and to prepare the text for publication. Marlatt in turn rearranged Kiyooka's material, and made a number of additions to the manuscript. The final version identifies Roy Kiyooka as the author and Daphne Marlatt as the editor of the text.
What is clear from the various drafts that make up the Mothertalk manuscripts is the extent to which Kiyooka rewrote his mother's stories. He changes the transcripts' voice, language levels, and narrative structure considerably. What makes the result a biotext, however, is that throughout the manuscript, the process of working on, working through, translating, and transmuting his mother's stories becomes a vector of Kiyooka's own process of self-discovery and self-naming. Much of Kiyooka's writing is linked in some way to his own concerns with cultural memory-the mythologizing of his mother and of Japan, as well as his thinking about the question of language, or "mothertongue." That Kiyooka had to rely on a translator to understand his mother's stories not surprisingly makes language a central preoccupation of Mothertalk. The text can be read, at least in part, as Kiyooka's attempt to formulate a new mother tongue-a language that blends, yet ultimately transcends, his own rudimentary Japanese and his mother's "broken English" to capture a sense of the recreative quality of their shared communication. To do this, Kiyooka changes his mother's diction, tone, and style. The matter-of-fact voice in the transcripts is transformed into a more lyrical and fluid voice. Kiyooka's lyrical style makes the nostalgia in the manuscripts more romantic and more poignant than the tone expressed in the transcripts. For example, the lines "I miss Japan, my country. I love Japan. I miss Japan terrible. I miss Kochi my home town, my sweet home" are changed to "Who is it who goes on living in the house of memory but a once-immigrant mother" (99). Other events from the manuscripts are similarly transformed. In the transcripts Mary refers to her husband's shouting in the Tosa dialect on his death bed. Kiyooka changes this event in his various rewritings in the manuscripts. In one version he adds, "it was like a distant but familiar echo out of our Meiji past. Strange to think that on his deathbed Papa had all but forgotten his hard-earned Inglish." In the published version Kiyooka writes that "in his dreams his tongue was wagging in a bamboo grove in Umagi" (151). Kiyooka also reorders his mother's version of events so that no clear chronological order remains. He jumps from event to event, shifting between different time periods so that past, present, and future are interconnected.
Fully demonstrating his preoccupation with language, identity, belonging, and inheritance, Kiyooka's narrative choices make him much more than a transcriber or filter of his mother's stories. He is an active co-producer of them. In fact, Mary's stories provide her son with the raw material for what Stuart Hall calls "cultural recovery" (19), a process of discovering the past, of making use of the past in the present, and of giving it literary life. The stories allow Kiyooka to imagine a set of origins that have to a large extent been obscured by his growing up on the Canadian prairies. Such origins allow him to move between personal and public history, imaginative and physical geographies, and the local and the national, in his exploration of the complexities of his displaced self. Fred Wah's Diamond Grill is almost impossible to define generically. At least in part, it is the story of Fred Wah as a teenager in the 1950s in Nelson, British Columbia. It also traces the branches of Wah's family tree, with a particular emphasis on his father. But the process of self-representation is complicated by the fact that the subject of the text will not stay still. A thirdgeneration Canadian, Wah's sense of displacement arises partly in response to the stories of his parents' and grandparents' experiences as immigrants and migrants, partly from his own mixed blood background, and partly from his various movements across the Canadian West.
Wah explores the shifting and often conflicting elements of his mixedrace background by weaving throughout the text a number of narrative threads that necessarily overlap and intersect and recur, making patterns of repetition while resisting narrative closure. The seemingly haphazard piecing together of the text reflects the complex processes involved in reconstructing the past. Throughout Diamond Grill, Wah also moves through the voices of different characters, exploring their thoughts and emotions, always filtering the past through the present in a self-conscious way. The narrative threads running through the text, the different voices that interrupt one another, the juxtaposition of historical documents and excerpts from magazines, newspapers, and history books, all serve to undermine the authority of a single account of the past. The biotext allows Wah to examine the various determinants of his own identity, and to foreground the discursive elements of subject formation, by emphasizing the role of language in competing constructions of history. In Diamond Grill, Wah merges his theoretical and poetic concerns within the space of the "two horseshoe-shaped counters" and the "chrome and Naugahyde stools that spin freely" that make up his father's Chinese-Canadian restaurant (33). Within this specific setting, he explores the stability of the self, the politics of "faking it," and the space of the hyphen.
For Wah the hyphen is a space that challenges both notions of sameness and difference in discussions of ethnic and national belonging. Wah makes the hyphen audible in Diamond Grill through the banging and slamming of doors. Throughout the text, doors-the door to the café, the door that separates the dining room from the kitchen which he describes as "the wooden slab that swings between Occident and Orient" (16)-are associated with the hyphen, a marker that both binds and divides. The text opens with Wah moving through the doors, which "can be kicked with such a slap they're heard all the way up to the soda fountain" (1). It ends with Wah Sr. opening the door of the café "with a slight body check"; "the door clangs and rattles a noisy hyphen between the muffled winter outside and the silence of the warm and waiting kitchen inside" (176).
Wah ultimately abandons the sense of a static self, somehow locatable in the past tense, in favor of a self in flux-continually changing, performing. By self-consciously claiming the space of the hyphen, Wah rejects both the delimiting space of the "ethnic" ("Chinese") and the space of the nation ("Canadian"), and recognizes instead that ethnicity is complex, in process, shifting: "The problem was the blank after Racial Origin. I thought, well, this is Canada, I'll put down Canadian. But the teacher said no Freddy, you're Chinese, your racial origin is Chinese, that's what your father is. Canadian isn't a racial identity. That's turned out to be true. But I'm not really Chinese either. Nor were some of the other kids in my class real Italian, Doukhobor, or British. Quite a soup. Heinz 57 varieties. There's a whole bunch of us who've grown up as resident aliens, living in the hyphen" (53). Wah refuses to be categorized: in his acknowledgments he calls his text a series of "poses" or "postures" that result from the act of "faking it." "When you're not pure," says Wah in his poetic diary "Grasp the Sparrow's Tale," "you just make it up" (Waiting 43).
* * * * *
In their attempts to claim a past in spite of a history of displacement, many Canadian writers are insisting on new, more diverse cultural performances that resist the pull of the national imaginary. In the past, literature of displacement had been seen as preoccupied with the writer's assimilation to the dominant culture, or the writer's challenge to assimilation, posed by maintaining and celebrating a nostalgic view of the past. Time and place-history and geography-become doubled in these narratives. Works by immigrant writers have tended to reflect the crisis of being caught between two worlds, and the painful process of adjusting or separating oneself from that situation. Linda Hutcheon suggests that "doubleness is the essence of the immigrant experience" (Hutcheon and Richmond 9), and M. G. Vassanji argues that the South Asian poet in Canada "may be said to possess that double vision which comes only when one is alienated from the dominant group" (8) . For many writers attempting to come to terms with their physical and cultural dislocation, doubleness -a celebration of a near-forgotten past and a focus on belonging in the here and now-remains a crucial strategy for survival. But for writers like Ondaatje, Marlatt, Kiyooka, and Wah, doubleness is not a fully empowering trope, because it cannot adequately contain the multiplicity of their identifications. By writing texts that question traditional generic boundaries, by articulating their multiple sites of belonging, and by self-consciously insisting on their positioning throughout their works, these writers provide more flexible accounts of subject formation.
In Scandalous Bodies, Smaro Kamboureli describes the role of what she calls "learners" in a multicultural society: they don't simply learn knowledge as a specifically designated object: they also learn how knowledge is produced, perceiving the power relations usually concealed behind the force of knowledge. This pedagogy, then, deals with a different kind of knowledge, the kind that traces the relationship of knowledge to ideology, and vice versa. (26) Running in the Family, Ghost Works, Mothertalk, and Diamond Grill insist on this kind of reader. Because of their generic instability, these are challenging texts to situate within critical and pedagogical frameworks. Precisely because the biotext plays off and with different genres, however, it allows the reader to imagine new entry points not only into a range of related texts, including essays, poetry, fiction, autobiography, and biography, but also into other contemporary texts that self-consciously cross the borders between these categories. The biotext is certainly not the only strategy for exploring the crosscurrents of displacement and self-representation. Teasing out the implications of the term and the practice can, however, make possible a useful examination of the complex relationships between language, place, and self, and of the multiple ways these relationships are manifested in textual form. By studying particular examples of these articulations in biotexts, larger questions about belonging, both ethnic and national, and the subject's constantly shifting relationship to place and to language, offer themselves up for further analysis. NOTES 1. The term "displacement" can mean different things. Angelika Bammer defines it as "the separation of people from their native culture either through physical dislocation (as refugees, immigrants, migrants, exiles, or expatriates) or the colonizing imposition of a foreign culture," and argues that "it is one of the most formative experiences of our century" (xi). In this study the term provides a very broad frame of reference for the kinds of movements making each text possible. Displacement can be either voluntary or involuntary. It may include the very different experiences of immigration to Canada of Ondaatje, Marlatt, and Mary Kiyooka, or the forced relocation of the Kiyooka family during World War II, Wah's father's movements between Canada and China, and Wah's own movements across the prairies. In each of these movements, the author experiences a sense of cultural dislocation. 2. The notion of "biotext" cannot be thought of in isolation, but within the wide range of theorizing about autobiography, biography, and life writing. Marlene Kadar, for example, considers how life writing disregards genre and its rules by blending genres and creating new genres. Referring to life writing as "writerly writing," she suggests that life writing can be a critical practice because it enables the reader to recognize the selfin-writing and to humanize that self (12). The biotext is a "critical practice" as well, for it puts the onus on the reader to recognize the self-in-motion. 3. The writer's presence in each of these texts evokes a process poetics in which writers become readers by writing themselves into the text as a subject of experience. According to Miriam Nichols, in a process poetics form unfolds behind the poet as he moves through a poem or a life, rather than in or before her as an origin or a thesis to be explicated. Only as the poem approaches its end-the end of the poet's life in the case of the life-long poem-does the form begin to emerge and then only fully for others, rather than the one who has lived it to its end and will never see the whole of it. Hence the readerly quality of process poetry (the writer reads her own writing), and the absence of devices that distance or ironize; the poet is finding out as he goes along, as it were. 4. Much critical attention has been paid to the long poem. In her introduction to The New Long Poem Anthology, Sharon Thesen suggests that the long poem is "widely acknowledged by writers and scholars as a vital and powerful form in postmodern Canadian writing" (15). 
